identified the London drawing as a project for the Fonte Gaia in Siena, the large, richly sculptured fountain set up by Jacopo della Quercia in the Piazza del Campo opposite the Palazzo Pubblico. Replaced since 1866 by a weak copy, its remnants, though sorely weathered, are known to every visitor to the splendid upper loggia of the Palazzo Pubblico. The history of the Fonte is well documented, and again Lanyi and, later, Peleo Bacci have on the whole interpreted the documents convincingly. This history, however, is of some importance in assigning the drawing its right place, so that it seems best to risk carrying coals to Newcastle by recapitulating the key points with some clarification. found himself entangled in a somewhat irregular affair in which the dramatis personae were his assistant, Giovanni da Imola, a lady from a good Lucchese family, the lady's jewelry, and her brother-in-law. In order to raise hush money to conceal her trysts with master Giovanni and possibly in preparation for an elopement, the lady pawned her jewelry to Jacopo. At this point the affair blew up: Giovanni went to prison for nearly seven years, a hard punishment it would seem; both the lady and her ments ... to be executed by master Jacopo with his own hand." However, work did not proceed along the lines laid down five years previously. As early as January 18, 1415, when little if any of the sculpture could have been executed, the supervisory committee asked permission to change the project. The low front of the fountain was to be made wider than the back and a slope given to the flanking wings-in short, the fountain was to be altered from a rectangle to a trapezoid. Since this change entailed "a greater amount of work," Jacopo was to receive an additional 400 florins. On the whole the altered plan was approved, but the raise in payment was left uncertain-fortunately for the curious historian. As was to be expected, difficulties arose from the ambiguity of wording, and an arbitration became necessary early in 1418. The arbitration instrument refers to the enlargement of the fountain "two braccie and twothirds in length and as much in width"; it adds specifically that the enlargement was to be achieved by adding storie, narrative reliefs, and The fountain, therefore, as planned in 1409 and as it appears in the drawing fragments must be viewed as an allegory of Good Government first and foremost. The figures of dog and monkey may possibly conform to this program, the former as a symbol of watchful loyalty, the latter of faithlessness. It is only within this framework that the two female figures on the outer piers become meaningful. They represent indeed, as has been assumed for some time, Rhea Silvia, or Ilia, and Acca Laurentia, the former wearing the crown due a king's daughter, the latter clad in a goatskin as becomes the wife of the goatherd Faustulus. They are accompanied by the twins Romulus and Remus. Together they allude to the foundation of the city of Siena, the town of Senus, Romulus's son. Hence the over-all program of Good Government, with specific reference to Siena, is fully consistent in the drawing-infinitely more so than in the fountain as executed. With the change of program in 1415 Acca Laurentia and Rhea Silvia are out of place, so much so that their identifying attributes and garments were played down, to a degree which rendered them unrecognizable for centuries. On the other hand, throughout the drawing attention is paid to minor details to a degree which, at first thought, one would not expect in Jacopo's work. But late medieval and early renaissance juries insisted on just such meticulousness, since only thus was the artist's obligation clearly determined. Furthermore, at the time he submitted the new project for the Fonte Gaia in 1409, Jacopo's sculpture shows exactly this careful rendering of detail. Monumental grandeur and disregard of particulars characterize only his late style. Finally, the lack of freedom in the drawing and the hesitant flow of the lines need not be a cogent argument against Jacopo's authorship. Free and flowing draughtsmanship is not necessarily an attainment to be expected normally in a fifteenth-century sculptor. Rather, the rigorous guild system made it almost unlikely that a sculptor would consider drawing a normal everyday occupation, and more often than not he may have been ill at ease with silverpoint or pen.
The drawing is by no means the freehand sketch of a first idea, quickly thrown on paper.
On the contrary it is the careful rendering of a long-considered project, a finished drawing submitted for approval. One half, the Museum's fragment, presents every smallest detail, foliage, string courses, coats-of-arms, the pillows on which the figures are seated, the embroidered hems of the garments. The London half limits itself to indicating such elements in the merest outline. No pentimenti are noticeable, no slips of the pen made and corrected. The entire drawing is apparently based on a previous sketch. Thus, in a very broad sense, it is a copy, perchance a copy by Jacopo himself working from a preparatory sketch. I for one cannot consider it impossible that a finished drawing from his hand would show the very lack of freedom, the very hesitancy characterizing the fragments.
The chances of the drawing being a replica of Jacopo's novum designum and of its being the actual novum designum pretty well balance each other. In no case should the possibility be eliminated that it is the original; caution may at times go too far. Whoever did the drawing was certainly a sculptor, and a sculptor of no mean achievement. I wish to express my sincere thanks to Mrs.
Bryson Burroughs, formerly Associate Curator of Paintings, who has kindly offered most valuable advice in the preparation of this paper.
